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The relation between nature and artifice, between cons-
tructed object and material or, in a more general sense,
between society and the natural environment it inhab-
its, makes up an especially up-to-date issue. It seems the
arrival of the new mil lenium has awoken new anxieties
about this issue with the upsurge of concepts such as
ecology or sustainabil i ty in the midst of the debate.
Moreover, it is also true that humanity's concept of rela-
tion with Nature has been, all throughout history, an
important reference for understanding the criteria with
which both environment modification and intervention
in matter have been produced. These are the processes
which lead to the achievement of artificial constructions.
Modifying the environment, to obtain specific con-
ditions or adapt it to needs, gives several specially sig-
nificant examples. If we compare them to other human
works or constructions, interventions in the landsca-
pe have a scale and require material resources that
leave them beyond the reach of casual or individual
caprice. Only established power in each place and
time, be it individual , government, or executive sys-
tem, has enough capacity to modify a landscape. More-
over, modifying the environment is inherent in human
nature since its origins; it makes up a collective and
universal system of expression, proper to each cultu-
re and society. In this sense, these interventions are
quite representative of ideologies or systems of ideas
which have accompanied the stages of different cul-
tures, including Western culture.
The present text means to be a journey through
history, in order to look at humanity's relation with
the environment in perspective, using landscape inter-
vention as a reference. From this overview we will
f i n a l l y place the incidence of new technology and,
consequently, of the new associated concept layouts
al though, in practice, the process is inverse: concepts
come f i rs t , then matter. Several def in i t ions of the
concept of architecture itself introduce the aspects
which take part in this act.
Environment construction: meaning
and complexity
We will thus begin with a definition of architecture as
a modification of the physical context, the environ-
ment, addressed to satisfying human needs. This is a
comment on a definition written in this sense by William
Morris in 1881, where he asserted that architecture
takes in the consideration of the whole physical envi-
ronment surrounding human life. We cannot separate
from it, as we are a part of civilization, because archi-
tecture is the group of modifications and alterations
introduced on the Earth's surface according to human
needs.
Needs that respond to both biological and cul tural
issues, and refer to strictly specific individual aspects
as well as those more generalised collective ones. This
consideration coincides with the beginnig def ini t ion
for Aldo Rossi's study of city architecture. In his work,
he understands architecture in a positive sense, as an
inseparable creation of civil life and of the society in
which it is manifest; it is, by nature, collective. In the
same way as the first humans tended to make their
surroundings more favourable for their lives, to cons-
truct artificial climes, they also buil t with an aesthetic
intention. They began architecture at the same time
they made the first outline of a city; architecture is,
thus, inherent in the formation of civilization, and a
permanent, universal, and necessary fact.
These culture needs, however, are not to be attributed
to Nature, but to society. According to Le Corbusier,
architecture is the first manifestation of people who
create their world, who create it in the image of Natu-
re, of the laws that rule our nature and our world. This
approach refers to the surroundings where architec-
ture is placed, but with a sense of pertaining to human
nature, as if this were something independent or, at
least, different from nature in a general sense. In this
same sense, the difference between nature and humani ty
-or artifice- also appears in the case of Louis Kahn
when he asserts that, despite having been created by
her, Humanity is not Nature.
Kahn considered humanity's origin not in Nature,
but in self-awareness. The relation between na tura l
origin and architecture,-the ar t i f ic ia l and the human
element, is established by .means of what he ca l l s
'validity'. The physical validity of proposals is pro-
duced when they are'related to na tura l laws of mat-
ter. The 'psychological validity' , however, depends on
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cultural aspects which are different from natural ones.
According to Kahn, psychological validity is the sum
of intentions which make works of Nature different
from humanity's.
This human perception, moreover, is not universal
and unique, but is rather a heritage belonging to each
culture, society, or collective. Adolf Loos (Vienna, 1910)
commented that architecture provides people with states
of mind. Thus, the architect's mission is to define the
state of mind. But architects can only achieve this if
they take as a basis the buildings which have so far
produced these states of mind in human beings. He
comments that, for the Chinese, the colour of mourning
is white. Among us it is black. Thus, it would be impos-
sible for our architects to provoke a happy state of
mind by means of black. Each culture has its own way
of reading and understanding the construction of the
surroundings.
This diversity of possible readings, moreover, implies
a great complexity, increased over the years. The immu-
tability of meaning is non-existent. The permanence of
architectural elements over the years marks their meaning
function in their context and their situation and, as
change occurs constantly, meanings necessarily change.
In any case, however, the different meanings will be
present, due to the coexistence of observers with dif-
ferent criteria and values, establishing a complex web
of multiple readings and interpretations. We agree with
Robert Venturi when he asserts that he prefers this and
that to this or that.
Accepting this complexity, the route over the rela-
tion between humanity and Nature shows us a cons-
tant appearance of new criteria added to the preceding
ones without substituting them altogether. From the
furthest origin myths to our days, the evolution of the
concept of 'nature' and its relation to the constructed
object or 'architecture' has undergone relative modifi-
cations. The present situation can only be understood
by going over the route followed so far, as it is the result
of this history. Thus, to begin at the beginning, we have
to refer to the myth of Paradise, the 'garden of Delight',
the concept of humanity's origins.
The origins: The Garden of Eden
In regard to the origins of landscape, a basic idea is
associated to the image of an earthly paradise. The pri-
mitive myth of the Garden of Eden is related to a basic
human nostalgia. The story of the Paradise in Genesis
(The Book of Origins) is, above all, humanity's dream
of a mythical life in harmony with Nature. And this
natural and harmonious life has always been imagined
as a garden.
In its origins, humanity's dream soon found an
image and a name: pairi-dae-za, which in antique Per-
sian meant only 'fenced'. This word incorporated no
indication of the shape of this isolated enclosure pro-
tected by a fence, but Genesis, on the contrary, did spe-
cify this aspect. According to Geoffrey Jellicoe, on the
earthly paradise, its origins appear in the Old Testa-
ment Book of Genesis, in which the first Garden was
placed North of Babylon:
'and The Lord planted a garden East of Eden (...)
and a river flowed therefrom to bathe the garden; and
thence it was divided in four (...) and the fourth is the
River Euphrates.' (Genesis II: 8-14).
This description contained an idea of Heaven with
an earthly shape symbolised by a square, and it has
survived as a basic inspiration for garden design in
main civilizations.
From antique Iranian, it became 'Paradise', to mean
'Garden of Delights'. A place where human faults and
imperfections are overcome. It is thus an idealised ima-
ginary place, not of this world but of another. Biblical
paradise narrative symbolically describes a primitive
and therefore natural life, prior to any history. A reign
of total harmony is promised at the end of Time. This
Judaeo-Christian model of a promised future in con-
trast to a disappeared natural era also appears in other
cultures, but The Garden of Eden is a reference model
in the West, quite independent of its real existence. It
is the origin and far-off milestone for gardens all through
history, and it still exists as a myth in literature. It is
humanity's dream, and not only the strictly formal des-
cription of a historical garden placed in Persia, Meso-
potamia, or Anatolia.
Thus, all gardens come about from a conjunction
of what is beautiful both in art and Nature, including
all natural elements such as water, air, and plant growth,
become objects of art. More than utility, protection or
provisions, what the fenced enclosure guarantees is an
agreeable Muse. Garden architecture, like poetry, lit-
erature, or painting, prefers these far-off models that
cannot be subjected to critical proof, thus avoiding
disappointment. Fantasy, lacking specific historical
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details, and not linked to the anguish of reality, can
develop freely. From primitive myth to science-fiction,
art i f ic ial paradises are more worlds of fantasy and
dream than specific places to be identified on a map.
There are many constructions which appear and
take this reference as a model. In the case of the Egyp-
tian garden, for example, the gardens at Thebes mark
an important reference. In Egyptian society, especially
during the Middle Empire (2133-1786 BC) when the
country grew in territory, the social class made up of
nobles and governors achieved great social importance.
Coinciding with this fact, the belief in continuance in
another life, which was initially reserved for the Pha-
raoh and his family, extended to the dominating clas-
ses. From a certain moment, the nobility also had offi-
cial access to another life and, therefore, their tombs
also incorporated (physically, by means of objects, or
symbolically, by means of paintings) everything the
dead person wished to enjoy in the next life. Within
nobles' tombs, there are often garden scenes, images
which are a chronicle of the higher life-style of the
dominant classes and, at the same time, an illustration
of the images associated to the beyond.
A well-known garden plan reproduced in a tomb at
Thebes (fig. 1), from the 18th Dynasty (1550-1070 BC)
shows the richness with which a rectangular garden of
reduced dimensions could be solved. The garden is
surrounded by a tile-finished wall, divided by means of
low walls some 60 cm. high, made of stone or baked
clay, and painted wooden gates. The entrance to the
garden is by a tree-shaded walk parallel to a canal and
the fence itself, where the entry is placed. Once within
the enclosure, the entrance to the house, at the end of
the garden, is by a path running under a central per-
gola, made up of a great grape-vine. This is the central
element of the garden and the area with the largest
dimensions. On both sides of the house there are two
small pavillions with a view to the flowers and small
ponds decorated with lotuses and enlivened by the
presence of wild ducks. Inside the perimeter wall the-
re is a green screen made of date-palms, 'dumes' (Egyp-
tian palms with divided trunks), and other smaller trees.
This kind of enclosed Egyptian garden, a repro-
duction of a small private paradise for well-being, has
heirs which represent it in current-day oases in the Egyp-
tian desert (fig. 2). The rectangular shape and the fra-
ming of the access by a couple of pylons is a heritage
of the antique gardens. In fact, in an isolated position
in the middle of the land, there is no functional or geo-
graphic motive for the choice of this geometry, which
could perfectly well be circular. But since the Gizeh Pyra-
mids, sepulchres of the 4th Dynasty (2494-2613 BC)
Pharaohs, the square base had been adopted, oriented
to the cardinal points, with a strictly geometrical pro-
portion referring to a world placed in the great beyond.
From Egypt, this image of paradise -which combi-
nes pure geometric symbolism associated to a world
beyond with earthly well-being as a value to maintain
and perpetuate beyond death- was exported in two
separate directions, associated to two close but differ-
entiated cultures such as the Greek and the Roman cul-
tures. While in Greece the Platonic ideal was domi-
nant, the concern with achieving perfection to dignify
on earth, albeit palely, the image humans had of the
gods; in Rome the search for physical well-being, com-
fort, and earthly pleasures was the dominant idea.
In Greece, despite recognising the existence of lesser
gods who represented human imperfection and limits,
constructions such as The Acropolis in Athens (480-
431 BC) are an effort to humanise Nature, to force arti-
fice on landscape, disfiguring it. The Acropolis itself,
placed upon the profile of the hill which is its base,
establishes its own rules, placing pre-existing geography
at its service. The same thing happens with Greek the-
atres. The landscape culture is a passage towards tur-
ning it into a 'Polis', a city, a wholly human and con-
trolled space. This is the beginning of urban culture.
In Rome, however, despite the existence of a city
with never-before-achieved dimensions, well-being was
a passage towards re-inventing covmtry life, imagining
it as free from imperfections or discomfort. This was
the appearance of a new paradise, not human, but di-
vine: Arcadia.
Arcadia: a profane paradise
The Roman Arcadia is a profane paradise. It is not
Adam and Eve's paradise, with a vigilant God, but
rather that of a few shepherds with the god Pan (which
means 'all' in Greek) frightening the herds and chas-
ing nymphs. Pan is the protecting god of shepherds and
the one who understands Nature's mysteries, and Arca-
dia is an invented paradise. Later on, the Renaissance
Arcadia appeared as a Utopia which magnified pre-
Christian forms closer to Nature, giving them a new
meaning, but here it reproduced a new paradise. The
real Arcadia is a chain of hills in the Peloponese. That
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is, far enough from Rome to become a prototype, an
ideal image far from inconvenient glances. The Roman
poet Virgil (70-19 BC) started the myth of an agreea-
ble l i fe in the country as opposed to the decadent life
of the great city. In his idyllic countrified paradise, the-
re was prevailing restful peace after a hard day's labour:
cool shadows instead of inclement weather, soft spots
near streams are more present than abrupt mountain
lands. An abyss opens up between everyday life and
the artificial world of Arcadia, which is an aesthetic
and Utopian fiction. A view of happiness. Thus, while
Paradise is a piece of heavenly nature amid earthly
nature, Arcadia is idealised earthly nature, domestica-
ted and dosified, the victory of an empire which colo-
nised and urbanised most of the known world.
After Augustus (27 BC), emperors boasted divine
powers and honours as a confirmation of their author-
ity. This allowed maintaining a stable order and great
prosperity, with a powerful materialist society which
looked to Greece for its education. Even so, the poets
of the Augustan age (Virgil, Octavius, and Horace)
showed an original and creative appreciation of the
landscape, indicating the sensibility underlying the sur-
face of imperialism. Rome received from the Greek
society the idea of the city, and from the Egyptians, the
original garden. The relation between city and country
appears in Roman society, and the villas illustrate this.
In them, gardens and landscape itself appear in sym-
biosis with architecture. At the beginnig, rural pro-
perties appeared around Rome, with gardened court-
yards, as in the Pompeian villas, following the tradition
of the small domestic garden. With the appearance of
powerful landowners who had travelled a lot, and the
knowledge of Alexandrian Hellenistic gardens and tho-
se of the Asian South-East (Alexander the Great had
conquered Western Asia in 338 BC) the importance and
extent of rural villas grew spectacularly. Pliny the Youn-
ger (AD 23-79) wrote detailed descriptions on the sen-
se of formalised architecture, the value of shaded walks,
and views to the sea or the fields. Porches, with murals,
integrated house and garden, architecture and Natu-
re. Flowers and plants were brought from all over the
Empire, and Rome itself became a city of private parks
all along the Tiber, in such affronting contrast with the
poorer neighbourhood quarters that Julius Caesar him-
self (d. AD 44), and other later Emperors, ceded properties
for public parks.
In houses in Pompey and Herculanum, both devast-
ated by the eruption of Vesuvius in AD 79, the basic
model was a completely closed-in landscape, visually
widened by the imaginative use of space and comple-
mented by murals. In frescos in the villas, there are gar-
den elements in the foreground which contribute to the
sense of unlimited space (fig. 3).
Even though the relation of Roman architecture
with the natural landscape was generally one of com-
plete domination and the superposing of different cons-
tructed elements was often carried out accumulatively
and casually, there are examples of unique groups of
buildings carried out according to a previous master-
plan according to specific environmental criteria. One
of the best-known is Emperor Hadrian's villa, near the
Tivoli (AD 118-138), 'Villa Adriana'. It was built on
free ground, and it was to become, in the Renaissan-
ce, one of the most influential landscapes of olden times.
The ensemble, which takes up some 300 hectares, is a
succession of intelligently-planned ambients, although
unrelated among each other and the outside. They make
up a succession of artificial spaces which re-create the
relation between Nature and architecture.
In one of these artificial spaces, the Canopo (curiously
named thus in honour of the channel of Serapis, a sanc-
tuary near Alexandria in Egypt), there is a strip of
water finishing in a semi-circular plant at each end.
These elements, which establish a rhythm, determine
limits and define a space, are placed between the water
and the paved space, and relate the ensemble to Natu-
re on the one hand, and to architecture, on the other.
With the fall of the Empire, this kind of intervention
disappeared, not to reappear unti l the arrival of the
Renaissance.
The 'Hortus Conclusus' and the re-
creation of origins
Christianity, the guiding force of the Middle Ages, was
established in 323 as the official religion of the Roman
Empire. After the disgregation between East (Ortho-
dox Greek Church) and West (Roman Church), and
the chaos and misery brought about by the fall of the
Empire, Christianity, preaching on the goodness of a
better world in the future, caught the people's atten-
tion. The Middle Ages were a period of Christian mys-
ticism in which there was no pretence of projecting
human personality on the landscape, but rather for-
ming part of it. Mediaeval constructions in general tend
to blend in completely with their surroundings. Culti-
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(fig. 1) Garden, Thebes, 18th dynasty (1550-1070 BC)
(fig. 2) Oasis, Egypt (twentieth century)
(fig. 3) Representation of Paradise. Fresco, Pompey, (AD79)
(fig. 4) BOCCACCIO, Decameron, Italy (AD1492)
(fig. 5) Columbus, Domus Pyramidalis (approx. AD! 500)
(fig. 6) LAUGIER Marc-Antoine, 'Primitive cabin'in Essaissur
/'Architecture (Paris, 1753)
(fig. 7) André Le Notre, Chantilly (France, 1663-1678)
(fig. 8) Nicholas PIGAGE, Scetzingen Palace Garden (Ger-
many, 1748-1762)
(fig. 9) Sanspareil Garden (Germany, 1745)
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vation systems were, on the one hand, enclosed gar-
dens, especially for growing vegetables and medicinal
plants, only existing as spots within the buildings them-
selves, while, on the other hand, the open fields, espe-
cially for cereal grains, were placed on terraced ground,
a kind of cultivation in which agriculture was to reach
a great advance.
The garden was a hortus conclusus, a 'closed gar-
den', often found in monastery cloisters (with a back-
ground of the Moslem patio and the Persian garden)
and was a re-creation of the garden of paradise.
As the Italian Renaissance drew near, thanks to
the influence of literature and the appearance of the
printing-press, this image appeared in the illustra-
tions of diverse literary works, a not altogether casual
fact, as at that time the Arcadian myth was reborn,
although in a different sense. It appeared with a fee-
ling of affliction for something lost: Pan is dead, as
lacopo Sannazaro proclaimed in his pastorale 'Arca-
dia' (1480) and Torquato Tasso in his bucolic drama
'Aminta' (1573). From then on, for centuries, poets,
writers, painters, engravers, etc., competed to evoke
both Antiquity and the bucolic Arcadia. The memory
of an antique pastoral world became established as
an artistic genre. The bucolic drama spread from Italy
to the rest of Europe. The present itself was finally
transfigured in an artistic utopia: artistic enthusiasm
overcame reality when Medici Florence was turned
into a work of art according to the classical ideal.
From the Renaissance to the eighteenth century, Arca-
dia occupied a place in art history. In Renaissance,
Baroque, and Mannierist gardens, the Arcadian ide-
al and the mise-en-scene of the mythology of Natu-
re were often grouped together. In the Renaissance,
gods and mixed beings from Greco-Roman mytho-
logy personified and maintained lost knowledge on
the natural mysticism and philosophy of the classi-
cal world which people were trying to recover. The
central figure was once again Pan. According to Boc-
caccio (1313-1375), Pan was the most inferior form
of Nature which, once created, reproduces itself. It
is interesting to note that some illustrations of The
Decameron published by Boccaccio in 1492 show
gardens (fig. 4).
Mediaeval literature includes numerous examples
of illustrations of closed gardens. One of the books
which gives most importance to this element is the novel
Hypnerotomachia Poliphili (Amorous Discussion of
Polyphyl in Dreams), attributed to Francesco Colon-
na and first published in Venice in 1499. It incorpora-
tes, in an extremely pure fashion, the ideas which made
up Renaissance garden architecture, based on the micro-
scopic grouping of the whole of Nature under man's
dominion. It established a hierarchic scale, severe axial-
ity, and geometric order in the entirety of the ensem-
ble, points which were an advance on the model of
ideal cities and their architecture, ideas which were to
be basic for arriving at the modern age. The writer's
intentions were to present antique culture, architectu-
ral works, gardens, art, and fashion suggestively. But
he did not limit himself to describing the classical models,
but rather tried to overcome them with imagination.
That is to say, he reinvented them.
The scenes where the novel develops are a meeting-
point between mediaeval closed space, Vitruvian Renais-
sance, and mythological allegory. To the mediaeval
image of an enclosed paradise, he added the idea of
creation of a place, an ambit, or a regular tracing made
up of proportional elements, in dialogue with Nature
instead of symbolically reinhabiting her. The Arcadian
garden is a profane version of the cloister, of paradise.
If the Roman Arcadia is a profane paradise as memory
of the heavenly one, Arcadia in the Renaissance is a
human paradise repeatedly reinvented. From then on,
it is a question of transforming landscape in an orde-
red composition, as if it were a painting. After the first
edition of Colonna's novel, other later editions such as
the Paris 1546 one, made it popular and, along with
the novel, the illustrations also. The best-known ele-
ments are the Gabinetto di Verzura, a rustic cabin pla-
ced within the enclosed space and ruled by a classical
order; the pergola with vault and columns, a meeting-
place in the open space; and the fountain which flows
from under an arch-shaped pergola.
The primitive cabin
With Vitruvius' reference, during the Renaissance the
primitive cabin becomes the image assumed as the ori-
gin of architecture, in its noblest and most elevated
sense. It was the idea of the first refuge, the ambit whe-
re one was protected from the outside or, at least, a
specific place related to the surroundings, be it Natu-
re, garden, or architecture.
Numerous illustrations of this element appear in
architectural treatises. All these images coincide with
a re-creation of an element repeatedly considered the
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(fig. 10) Roche-sur-Yonne (France, 1804)
(fig. 11) Karl Friedrich Schinkel, Roman Baths at Charlottenhoff, Postdam-San-
souci (Germany, 1829-1840)
(fig. 12) Centra! Park (New York, 1850)
(fig. 13) 'Ryoan-ji' Zen Garden, Kyoto (Japan, AD1488-1499)
(fig. 14) C.PiNús/E.MIRALLES, Structures, Au. Icaria, Barcelona (1992)
(fig. 15) Dan Hoffmann Studio, 'Flying Structure' (Austria, 1989)
(fig. 16) Andy Goldsworthy, 'Sticks in the Air' (England, 1980)
(fig. 17) Fishing structures, Stanleyville coast, Congo
(fig. 18) Frank 0. GEHRY, Fish-Structure-Umbrifer (Barcelona, 1992)
(fig. 19) Bamboo structure, Maipua, New Guinea
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origin of architecture. This meaning was incorporated
into an element which had been, until then, a structur-
eless grape-vine. The wooden structure became asso-
ciated with the construction of the first refuge. It was
a question of imagining, inventing, the primitive cabin,
as an element which could have hypothetically allowed
humani ty to leave the cave.
During this invention, several circumstances coin-
cided. With the discovery of the American continent,
Christopher Columbus i l lustrated aboriginal cons-
tructions. One of these illustrations is the Domus Pyra-
midalis (fig. 5). It is a refuge made of branches joined
together at the top. At that moment, there came about
a direct knowledge of elements used by other cultures,
considered primitive, and unknown until then. More-
over, the fact of understanding garden and landscape
as an ordered element implies understanding it archi-
tecturally. In a treatise on architecture by León Battis-
ta Albert! (1404-1472) De Re Aedificatoria (manu-
script 1452, printed in Latin in Florence in 1485) the
theme of the garden often appears along with the need
to treat it together with the residence as an ensemble
to be harmonised with the natural surroundings. Accor-
ding to him, beauty does not emerge from the object,
but from understanding and reason. Common order
in Nature (described of old by Pythagoras), which can
be arrived at by means of harmonic music, appears
analogously in the proportional designs of Renaissan-
ce architecture. This represents universal order and,
along with it, natural beauty. When he speaks of archi-
tectural gardens, it is equivalent to a garden construc-
ted according to the laws of perspective, proportion,
and geometry, transmitted by the image of the whole.
It is not so much the 'sensitive material' of Nature -lea-
ves, floral scents, or bird-song- that is to be reprodu-
ced, but rather a proportional order. The architectural
garden tried to give a vision of internal structure and
of its beauty.
In a re-edition of the books by the Roman archi-
tect Lucius Vi t ruv ius Pollione (88-26 BC) printed at
Como in 1521, there is an illustration by C. Cesaria-
no in which, following the descriptions of the original,
the primitive cabin is reproduced. It is an invention:
the cabin imagined by Cesariano, based on a descrip-
tion by Vitruvius. Or rather imagination based on a
copy of Vitruvius ' work because, in fact, the oldest
manuscript, preserved in the British Museum, is from
approximately the eighth century, and the first printed
text is from Rome in 1486. We do not know from
which of them Cesariano took his inspiration, but in
any case it was not the original. Each succeeding step
incorporated variations.
Even though the idea of the cabin appeared here,
the fact of associating it literally to the classical orders
is due to Marc-Antoine Laugier (1713-1769), author
of the Essais sur ¡'Architecture, (Paris, 1753). As John
Summerson commented, we could, in a way, consider
Laugier the first philosopher of modern architecture.
Until then, the basic hypothesis of all architecture the-
oreticians was that it had arisen when primitive man
built himself a cabin. From the cabin he went on to the
temple and, in constant improvement, came to the
wooden version of the doric which he then copied in
wood. Then the other orders appeared. But although
it was a theory accepted by all, there was no image in
any treatise of a cabin in the shape of a specifically clas-
sic temple. Laugier, on the cover of his book, saw it as
a structure made up of straight bases, beams, and slo-
ping roof (fig. 6). He declared this was the first image
of true architecture, 'the model', as he called it in the
text, on which all the magnificence of architecture has
been based.
According to Summerson, for Laugier the ideal
building was completely made up of columns; columns
holding up the beams, columns holding up the roof.
This assertion, however, is not an isolated fact, but
rather was shared by numerous followers of Renais-
sance ideas. Some before Laugier's work were Phil i -
bert de 1'Ormes (1576), or Bramante, with the rustic
column in the cloister of Saint Ambrose in Milan.
Others who were his contemporaries l ike Wil l iam
Chamber, who in his work Treatise (1759), showed a
hypothetical evolution of the Doric from the primiti-
ve cabin.
It is interesting to note that though from Italian
Renaissance and its diffusion into France there came
the idea of the primitive cabin as the origin of classi-
cal orders, there is also another line of theory in which
the origins of Gothic spring from vegetation and the
primitive cabin. In Sir J. Hall's work History and Prin-
ciples of Gothic Architecture (London, 1813), the vege-
table origin of Gothic architecture is illustrated. This
consideration is reinforced by the primitive cabin drawn
by Violet-le-Duc in his book Histoire de ¡'habitation
humaine (Paris, 1875). That is to say, vegetation and
the first building obtainable from it, the pr imi t ive
cabin, was to be considered the origin of architecture
both in Renaissance classicism and the neo gothic.
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Of the 'Hortorum formae', giving
shape to Nature
The harmony of form was also an end in itself for
Renaissance culture. In the concept of proportion there
were also speculative-philosophical, technical-mathe-
matical, and artistic trends of the time mixed in. As a
witness of rational, measurable art, the architectural
garden was a guarantee of beauty. All elements were
subject to the proportionality principles of mathematics
then accepted. Beauty was based on the harmony of
geometry with Nature. Garden architecture was, in this
opinion, the most sublime expression of Nature and,
on the contrary, Nature only reached perfection under
the accurate and stimulating hand of the artist. There
was no contradiction between pruned walls of vegeta-
tion, trimmed trees, geometric parterres, and Nature.
The idea of transforming Nature into art by means of
a few creative touches was very attractive, especially
among artists. In the intent to reconstruct the pre-
Mediaeval, antique world, the arts were seen as for-
ward-looking forces anticipating a future of general
progress. Despite the bad times, humanists of the four-
teenth century were animated by a disconcerting con-
fidence in human possibilities. Mankind, with the sup-
port of antique models, was capable of dominating
Nature. Faith in progress appeared. From then on, gar-
dens had more to do with knowledge and culture than
with a sensual enjoyment of Nature. After the Renais-
sance, gardens were no longer an enclosed space, and
became works of art; their architecture was indepen-
dent from their profitability.
Under the Medici in Florence, profane construction
prospered greatly in central Italy. Peace permitted resi-
dences to lose their fortress-like air and open up to the
landscape. In the Middle Ages, there was a desire to
retire from a hostile world and go into isolation. The
garden, hortus conclusus, was a walled space, isolated
both from the house and from Nature. In the Renais-
sance, walls disappeared; the garden, between the house
and the landscape, became a theme of modern garden
architecture. These three elements and the relation
among them determined, from then on, the develop-
ment of gardens. And this same relation was establis-
hed in the design and shaping themselves of the ele-
ments which made it up. This relation between Nature
and architecture was a new revision of the relation bet-
ween country and city. In the city, there were dreams
of 'the dream country' as a counter to urban existen-
ce. In Summer, one left the city to make the dreams of
'free Nature' come true. The dream of the country exists
since cities came into being and, as we have seen, it has
been constant in the history of Western culture since
Antiquity.
One of the major influences on Italian gardens was
the French garden. The main parallel between them is
that, in all aspects, they were 'ar t if icial ly ' constructed,
and conceived according to very strict rules. French
gardens understood individual i ty as a closing-in of
Mediaeval tradition, although not by an enclosure,
but rather using internal configuration criteria which
practically cancelled in-place pre-existing factors. As
an antecedent of the great French royal gardens, there
is the garden of Villandry (1536), later reconstructed
from drawings by Jacques Adrouet Du Cerceau. It is
a Renaissance garden placed in a small valley. It takes
advantage of the land's unevenness to show three
terrace-like levels. Visitors can admire every detail of
the garden and perceive their order, from the upper
levels.
Imposing absolute power
After its appearance, the I tal ian Renaissance spread
through Europe, although with diverse incidence. In
France, the Renaissance began when Charles VI I I (reig-
ned 1483-1498) returned from Italy in the company
of architects, sculptors, and writers. The 16th century
was a transition period between Mediaevalism and
Classicism. With the arrival of absolute monarchies, a
culture arose marked by refined materialism which was
different from Italy, where there had always been the
passionate conviction that art ought to transmit somet-
hing of the world beyond the senses. In France at that
time, civilization was centred on The Sun King and the
arts were, in principle, an expression of the pleasures
of life. Landscaping became the art which best repre-
sented these pleasures, and became the art of power.
The programme was simple: transform the landscape
into an impressive scenery which expressed all the pro-
prietor's dignity, elegance, and power, while allowing
enjoyment of the senses. To achieve this, all Nature
was subordinated to this end.
André Le Notre (1613-1700) turned it into reality
by abolishing the concept of compartments and subs-
tituting it for a globally organised space, achieving a
sensation of heroic god-like landscape to be taken in
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at a single glance. In contrast, he introduced intimate
small-scale elements. To shape the general geometry,
imposed on Nature, he used great geometric surfaces
of lawn and water, accentuated by fountains and stair-
cases, and framed by trimmed vegetation and woody
masses. For intimate sheltered places, he used several
garden elements such as a certain kind of pergola, or
elements close to it. In one of these projects, surroun-
ding Chantilly Castle (1663-1678), Le Notre imposed
strict geometry on the natural landscape and even on
the existing castle, which became a complement to the
general composition. The garden, with no enclosed
limits, overshadows both the wood and the river, seem-
ingly a cut-out looming over them (fig. 7).
Another case like Le Notre's is the Schetzingen Pala-
ce Garden (1748-1762) in Germany, mainly carried
out by Nicholas de Pigage. As the plan shows (fig. 8),
it is a garden with German baroque outlines, produced
in all its vast extension and order by means of abso-
lute order, designed with ruler in hand, and superim-
posed on the original terrain. The composition was
developed from the beginning with the maximum purity
of style. No other baroque garden has such an origi-
nal circle as that which makes up the heart of the Schet-
zingen parks. In this case, a tunnel of metal trellis
makes up this very important circular space, encircling
an interior space of important dimensions. In other
places in the park, such as the Fountain Foliage, tre-
llising is also used to make up smaller reserved spaces.
In this case, some bird-like shapes at the end of the
trellis vault act as spouts which take water to the cen-
tral pond.
Within the same park and, in counterpoint or, per-
haps complementary to, this type of space, there is
the Sanspareil Garden, constructed in 1745 by Gugliel-
mina, Frederic II's sister. Here there is a decanting of
influences and memories, proper to what was known
as Mannierism. It is an element that is both a pergo-
la and a grotto (fig. 9). With uncut rockery arches,
and bas-reliefs with images of satyrs and lesser gods
from Greek mythology, it grotesquely reminds us of
the Arcadian myth. The divine world of the pergola
is under ground, turned into a lustful paradise. The
proposal, in its time, was considered capricious but,
in fact, it coincided with considerations such as the
monsters and giants in the Villa Orsini in Bomarzo
(Italy) . The grotesque and deformed are thus intro-
duced, imperfection as a valid and counterpoised alter-
native to order.
The diverse vision. From baroque to
picturesque, neoclassical, and
romantic
Absolute power in different countries gave place, in
the examples quoted above, to geometric and total pro-
posals. A global order and dominant general direction
was imposed on the parts, whatever their role. The
pergola-grotto in Sanspareil, however, implied ambi-
guity of meaning, inversion of terms, a diverse, non-
unique vision. Certain aspects of baroque make an
appearance of doubt in relation to the absolute; in
English landscaping in the eighteenth century with the
formula of innateness; and in eclecticism, neoclassi-
cism, and romanticism, which took on the values of
diversity. There was no consideration of a unique direc-
tive, but rather of several simultaneous orders.
The value of diversity, however, achieved a new
expression in English landscaping. The English garden,
in contrast to the French, subscribes to the idea of Natu-
re. The French garden designed 'according to form'
was a declared enemy for English architects. The reo-
rientation first took place through a reflection on Italy.
William Kent (1685-1748) and Lord Burlington stu-
died in Rome and travelled through Italy, introducing
ideas which were actually against the Italian, and also
the French, garden.
While Italians structured 'terraces' and the French
platabandes or parterres for their gardens, for the
English the landscape had to be gently covered by small
grass-covered hills, with no interruptions or corners,
angles or plumb-lines. There were to be no main or
transverse axes sectioning the garden off into distinct
compartments. Paths had to wind. William Hogarth
in his Analysis of Beauty calls the winding line 'the line
of beauty'. There could not be the staircases or ramps
which made up the structure of the Italian garden.
Obviously artificial waterworks were to be avoided.
Water had begun as a 'configuring liquid' in Italian
gardens, and continued to be so in French gardens (par-
terre d'eau). There were no trimmed vegetation walls,
no labyrinths, no enclosures, no terrains shut in by
walls.
For the Italians, borders made it possible for Natu-
re to be represented as a defined individual product.
For the English, trimmed vegetation became a chore-
ography for an absolute and monographic life-style,
while lawns were the triumph of what was most uni-
versal. Where there are no differences, there cannot be
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any injustice. In this sense, the lawn is understood in
an anti-monarchic and anti-absolutist sense, which
leads to 'The Illustration'. Value is only given to what
is general, denied to anything with an aspect of indi-
viduality. The concern for the 'panorama' dominates
over a landscape of 'untouched' Nature in which,
curiously enough, exactly as the Italians and the French,
everything had been prepared and constructed accor-
ding to exact rules. The construction of untouched
Nature is a precisely calculated art.
The thought of 'predetermination' coincided with
these proposals, consonant with Teodicea, published
by Leibnitz in 1710 in Amsterdam, and based on two
principles. The first principle is contingency: faced with
the identity principle (need for identical phrases, reduc-
ible to strict geometry), he counterposes that of moti-
ve. Or, in other words, he substituted the idea of model
(unique, absolute, and Platonic) for that of typology
(diverse and ever-changing). There are many things
which have no reason to exist, necessarily, but have a
motive to do so, instead of other things. Moreover, con-
tingency is not the same as casualty. Casualty has no
motive and is based on arbitrariness, while contingency
obeys 'the principle of reason'. The poet Alexander Pope
(1688-1740), an important representative in England
of the 'Age of Reason', asserted that the secret lies in
confusing playfully, surprising, varying, and hiding limits.
This assertion leads to the second principle, and has
to do with generality properly said. The world will not
be totally known by man. We have to resign with frag-
ments and details. Thus, it cannot be seen, only sup-
posed. As an analogy, the lake in an English garden
can never be wholly seen, it has to make us believe in
its generality. This is done by means of surprising views,
predetermined and prepared by the architect. The
acknowledged aim is to surpise the friend of Nature
-the visitor- his astonishment and, along with it, a gro-
wing confidence in the positive forces of Nature.
Leibnitz was an innatist. But if we apply to archi-
tecture the consideration that an irregular line is no
less geometric, nor even less rigid, than a straight line
or a rectangle, then we must admit that an English
landscape by Lancelot Brown (1716-1783) is no less
determined than a parterre by André Le Notre. The
difference is that in the French case, it is a rule or a
norm, while in the English case it is a function (func-
tion in the mathematical sense, everything is in function
of other aspects: this is the idea of motive) which deter-
mines rigidity. The rule establishes a clear form of
determining, while the function works with variable
measures and is thus considered more general. Each
thing, individually staged in its isolation, in itself indi-
cates the universal relation to Nature. It becomes a
glance at the 'theatre of the world' which contains many
stages, contiguous, over, and above it. On each of the-
se stages, each of the smallest objects can tell a story.
The pergola participates in two aspects: as an object
placed in the landscape -as a motive-, and as an ele-
ment framing and orienting views on it.
Furthermore, two factors arise which conceptually
differentiate English gardens from French or I ta l ian
gardens: time and space. In regard to space, Braman-
te had ordered individual space as a unit differentia-
ted in itself. Le Notre extended space towards a cos-
mic magnitude which could only achieve appropriate
generality in the 'absolute'. English garden architecture
made a step forward, returning from the absolute down
to earth: it turned the panorama into a universal fac-
tor. Universality is the highest point of generality, and
this can only be achieved by means of the representing
force of reality. Natural and spiritual universality allow
a disparity of circumstances to coexist in the landsca-
pe. Buildings from different places were copied, or even
reproduced on a smaller scale. This proves that for
English architects it was not a question of imitating
real buildings, but of imitating their immanent force,
their innate value.
As to time, the French had placed space and time
in a parallel tending to an infinite line towards the abso-
lute. At that moment, time was understood as a circle,
with all it contained. For this reason, there appeared
strongly daring chronological leaps constructed in the
same landscape. They began a universal understanding
of history which was not interested in beginning or
end, but only in coexistence. This was the considera-
tion which gave an opening to the work of the ency-
clopaedists and, in architecture, to eclecticism.
Under these principles, one of the great ini t ial in f lu -
ences for English landscapers was Mediaeval cons-
truction, always in harmony with its natural surroun-
dings and, most especially, monasteries. A paradigmatic
case of integration in the environment is Rievlaux Abbey,
founded in 1131 in Yorkshire (England); besides being
significant in itself, it is important for the influence on
the landscaping school of the eighteenth century. Lan-
celot Brown built up its reputation as a romantic ruin,
and constructed, in the surrounding landscape, eleva-
ted belvederes to enjoy its image.
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Artificial Nature and natural artifice
This new interpreta t ion of the landscape became
important because of what it implied in the modifi-
cation of its meaning. That was due, also, to the rea-
l i ty itself of European landscape at the beginning of
the nineteenth century. The town of La Roche-sur-
Yonne in the West of France illustrates this (fig. 10).
This is a mediaeval city destroyed by troops of the
republic in 1794 and reconstructed by Napoleon in
I 804. The geometrical grid superimposed on the
mediaeval landscape in harmony with its surround-
ings is a symbol of imperialism imposed on private
interests. Both reticules are artificial , if we unders-
tand art i f ice to mean any human production. In spi-
te of this, we can also perceive that the agricultural
grid as closer to the concept of Nature than the urban
grid. There is an evaluation of Nature and artifice,
not as absolute values, but rather from their mutual
relativity. This was the beginning of the road that led
to abstraction in the arts.
With Napoleon, representative architecture fol-
lowed neo-classicism and France, with the école des
beaux-arts, remained its world centre. The heart of
European romanticism lived in Germany. The philo-
sopher-poet Goethe (1749-1832), who studied the
human mind and its relation to its surroundings, tre-
ated romanticism and classicism equally. It is often
considered that neo-classicism (rational composition)
and romanticism (irrat ional landscape) are the two
sides of the same coin, perhaps because both looked
for inspiration in an idealised past. Both movements
coexisted at the same time and in the same place, nine-
teenth century Europe. Sometimes, as in the case of
Karl Friederich Schinkel, they coexisted in the same
author. In his works, integration between architectu-
ral construction and the natural context it is placed in
acquired a mature balance. A notable example in which
all the meanings landscape had acquired during his-
tory t i l l the nineteenth century are synthesised is to be
found in the Roman baths (Gàrtnerhause, Ròmische
Bader) of Charlottenhof in Potsdam-Sansouci (1829-
1840). This is a lesson in which inventiveness, know-
ledge, elegance, and ability are combined. In the plan
of the ensemble (fig. 11), we can see the balance bet-
ween imposed order and the development of pre-exis-
ting conditions: the existence of several orders -and
axes- which are never absolute, always relative; the
delicate balance between protagonism and identity of
the parts and the whole; the ambiguity between inte-
rior and exterior, between open and enclosed space;
and the value of intermediate elements. Schinkel joi-
ned reason and passion, romanticism and classicism,
Nature and artifice.
In the mid-nineteenth century, the relation of cons-
truction with landscape was modified. In Barcelona,
the construction of the Eixample was begun; in New
York, the urbanisation of Manhattan. In this new con-
text, terms were inverted. The context, the urban grid,
becomes a natural artifice, and the parks inserted the-
re become artificial Nature. Central Park (fig. 12), for
example, a complete project, constructed as well as any
of the Manhattan sky-scrapers, seems the greatest arti-
fice. A new concept of artifice: an abstract conception
of landscape.
It seems significant that Piet Mondrian, one of the
leaders of abstraction, began his artistic activity in
Holland, a country where any of the territories won
from the sea shows an image constructed completely
artificially: where there should have been fish, there
were tulips. But it is completely understandable that,
from a perception of this fact, abstraction develops by
the internal coherence of the work, only evaluating the
relation between the parts in play. Faced with an arti-
ficial world, with its own rules, the work of art expres-
ses itself from its own logic and by its own means, the
same as a landscape. And, in the same way as painting,
the landscape becomes an abstract concept.
Abstract Nature, constructed
landscape
Historical background for this introduction are the
Japanese Zen gardens. In the case of the Ryoan-ji (Kyo-
to, AD 1488-1499) (fig. 13) garden, for example, the
landscape is delimited by a rectangle enclosed by walls.
Here, however, it is not a question of representing the
myth of paradise, but rather of reducing the number
of variables, so as to measure their relation, with all
they imply. Dominant concepts are balance, proportion,
structure. It is a landscape constructed conceptually,
in the same way as any artificial object. An important
difference appears in relation to any of the other pre-
vious concepts: here, Nature and artifice are not unders-
tood as two differentiated components, but rather that
they appear from a perception of unity, as something
inseparable.
176 TdD
Josep M. Fort Mir
This perception, proper to the Japanese 15th cen-
tury and a product of the lack of natural landscape
then endured in the Oriental archipelago, arrived in
Western culture at the beginning of the twentieth cen-
tury. Humanity's capacity for urbanisation began to
arrive in every corner of the world along with a slow
intuition that natural resources are limited. Recogni-
sed examples illustrate this new unitary perception of
Nature and artifice. There are two emblematic works
in this sense, the two houses commissioned by Edgar
J. Kaufmann; one to Frank Lloyd Wright, and the other
to Richard Neutra. Wright's Cascade House in Bear
Run (Pennsylvania, 1936), appears as a succession of
horizontal planes suspended over a water-fall produced
by a rock which remains intact. The freeing space bet-
ween inside and outside is produced by the use of glass
between the horizontal marks. In this way, each of the
three floors in the building is developed autonomously,
reaching its own solution of the transition between insi-
de and outside.
As to Richard Neutra, the element which possibly
best illustrates this diffusion of limits is the space at the
top of the house in the Palm Springs desert (Califor-
nia, 1946). The plan derives from a cross which is very
usual for Wright, opens spaces out to the exterior, but
closes them off completely towards the north-west,
from where the sand-bearing desert wind arrives. This
extremely close relation with the landscape leads to a
ful l integration of the building within it, while the splen-
did views enjoyed from inside are magnified. The upper
floor is a porch, closed on the west and the north by
glass panes, open to the east, where the paving extends
beyond the porch, and semi-closed to the south, where
a low wall contributes to frame the landscape. It is not
possible to determine if this is an exterior or an inte-
rior nor, because of the richness and quality of the pro-
posal, does it make sense to try to. This integration of
interior and exterior make up a constant in Neutra,
with elements of the building prolonged outside, and
movable enclosures and glass surfaces which make
limits disappear completely.
Nature in balance. Ecology and
sustainability
What is known as 'Land Art' treats on this close rela-
tion between Nature and construction. This is a group
of artists who are dedicated to carrying out interven-
tions in the landscape, in which the participation of
Nature and natural processes is essential. Artists such
as Goldsworthy or Chrysto propose intervening on a
grand scale, on the appearance of the object in relation
to its surroundings is the art work's system of expres-
sion. Wind-filled sails, lightning-rods which make up
geometric shapes in the sky when they receive electri-
cal discharges in the desert, geometric forms in the
landscape, all make up a departure point for a new per-
ception of the world.
Furthermore, the latest advances in two fields such
as genetic research and computers place the debate in
another order. Both the fathoming of the composition
and functioning of Nature (genetics) and of the func-
tioning of artifice (micro-electronics) place both con-
cepts at the same starting-point. In both cases, the com-
plexity of function prevents a prediction of the results
of any process unleashed. We do not know the conse-
quences of altering genetic codes, nor the behaviour or
repercussions of the great communication and infor-
mation networks. In this new context, one of the new
means these new implements give us, such as simula-
tion, makes sense.
In a situation in which technological novelties over-
take the capacity of assimilation of the society which
generates them, and in which the processes which these
technologies provide lead to unforeseeable results, the
possibility of a virtual proof of what direction these
processes will take becomes a necessity. In this sense,
the proposals by diverse artists are once again an i l lus-
tration; they carry out an approach to processes ruled
by chance, and have carried out studies on the limits
of the foreseeable. These proposals lead us to the para-
llelism between natural and artif icial processes.
An example of these new proposals, with their limit-
ations, appears in the pergola-umbrifer-objects on the
Icaria Avenue (Barcelona, 1992), carried out by Enric
Miralles and Carme Pinós. These elements try to make
up artificial vegetation and become the star element in
the centre of the avenue (fig. 14). The object is more
interesting for all it proposes than for what it real ly is.
It allows the introduction of the most recent artistic
and architectural proposals in the movement known
as deconstructivism, or the approach to chaos. It is
order taken to an extreme. If empiricism led to the
search for real order and innatism to the exploration
of the possibilities of function, the great possibilities of
calculation currently existing, applied to a continua-
tion of constructivist proposals, has led to the research
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on limits. The question is how far the foreseeable can
reach. In the sculpture called Flying Structure (1989),
carried out by the Dan Hoffmann Studio (fig. 15), the-
re is an approach to chaos which explores how far it
is possible to determine and control the final makeup
of the object. In an image by the English artist Andy
Goldsworthy, called Sticks in the Air (1980/ (fig. 16),
the author throws up a set of sticks while a camera
automatically captures the image. The operation, carried
out several times, always offers different results. The
variation becomes the norm and, in the end, seems to
lead us back to the origin. On the Stanleyville coast in
the Congo, a structure that allows fishing from the
rocks, constructed aleatorily by its users, acquires a
similar image (fig. 17).
Pinós and Miralles, in their proposal, applied cri-
teria of total diversity, constant variation, and itinerant
vision from movement. All elements are different or
appear in different positions. Nothing wants to be the
same but, moreover, nothing can be the same. This is
the virtue and also the limitation of this kind of pro-
posal. Diversity becomes a new norm, a new order
which is just as strict.
Construction of Nature and artifice
from new parameters
It is interesting to confirm the parallel between artifi-
cial processes, represented by applying computer pro-
cesses to object construction, and natural processes,
represented by organic processes also applied to object
construction. To illustrate this, we can observe the simi-
larities between the two kinds of products, both in pre-
vious examples and other cases.
At the base of the Hotel de les Arts group in Bar-
celona, there are installations carried out by Frank O.
Gehry which incorporate a large umbrifer in the sha-
pe of a fish, a true sculpture (fig. 18). In its complex
structure we can observe the elaborate construction
system which uses metal sections progressively further
reduced until they come to the copper-wire net which
gives shape to the fish. The calculus, done by compu-
ter, determines in a few hours the dimensions of the
different pieces of the structure, according to the func-
tion of resistance and placement. It is interesting to
note the relation of this structure to some structures
belonging to native architecture, such as the liana and
bamboo structure of a cabin in Maipua, New Guinea,
here in an image before the surface finish (fig. 19). Here,
tradition has allowed, after many generations and trials,
an ajustment of technical possibilities and available
material to the specificities of the case. The process of
obtaining results and shape are significantly alike in
both cases. Actually, the computer's calculus process
reproduces, by simplification, the mental process which
constructed the natural product, the cabin. In fact, this
same mental planning is what produced the computer
and, consequently, it is also responsible for results ob-
tained with it. That is to say, new means are basically
this, means, but in no case can they be made into uni-
versal and indisputable collective objects. Humanity's
needs, values, and desires, with all their limitations, are
above the means which, during any era, have been used
to satisfy them. In each era these means have simply
been different, and have had their own specific possi-
bilities and limitations. Results have been affected by
these possibilities, but the basic aims have not radically
varied. Currently, we have new means, unknown befo-
re to humanity, but this is not the first time in history
that humanity has unknown means. The only thing we
need -which is quite enough- is to learn to use them,
and learn to measure their limits.
We will thus conclude that, while Lazslo Moholy-
Naghy announced at the beginning of the twentieth
century, 'Art and Technology, a New Unity', we at the
beginning of the twenty first century, can assert 'Natu-
re and Artifice, a New Unity'. A new unity which is,
at the same time, the same unity as ever, because, qui-
te definitely,... who wouldn't like to live in an Earthly
Paradise?
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